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NOTES 


The glyph numbers used in this text refer to Thompson’s A Catalog of Maya Hieroglyphs. 
x = illegible 
u = unknown 
Date correlations are made according to the Goodman-Martinez Hernandez-Thompson formula 


The drawings are by Micuare. D. Cor 


Note for the digital edition 
Pages 11-16, 21-26, and 31-36 were foldouts in the print edition. The following combined 
figures have been added in this edition for the convenience of the reader: 


figure 4 to page 14, figure 8 to page 24, and figure 12 to page 34. 


Foreword 


The momentous discoveries made by Heinrich Berlin and Tatiana Proskouriakoff in the sub- 
ject matter of Classic Maya inscriptions have made it imperative for all objects with such inscrip- 
tions to reach the light of full publication. Students of Maya hieroglyphic writing are fully aware 
of the fact that there exists no real corpus of Maya texts. Although in 1948 the late S. G. Morley 
issued in mimeographed form a Check List of the Corpus Inscriptionum Mayarum, this consists 
only of the names of all inscriptions known to him, with no attempt to bring together the texts 
themselves. ‘The need for a grand collection of inscriptions becomes increasingly acute as advanccs 
in decipherment are made. 

As an example of full publication, we cite the great Biologia Centrali-Americana: Archaeology 
(1889-1902) by Alfred P. Maudslay as a model which very few, if any, subsequent investigators of 
the Maya writing system have followed. Maudslay published not only sculpture and buildings, but 
he gave to the world every Maya inscription known to him im a series of magnificent photographic 
plates, matched by a set of lithographic drawings made by the artist Miss Annie Hunter, for he 
knew that photographs alone are extremely hard to interpret, especially if they have been taken 
with the light coming from only one direction (as is usually the case). Miss Hunter was able to 
check her renderings by matching them against the casts which Maudslay had brought back to 
England. Maudslay wisely omitted any cxtensive commentarics on the texts he published, for, at 
the time of publication, little was known of their meaning beyond the calendrics of the Long 
Count and Calendar Round. Furthermore, there then existed no general catalogue of the glyphs 
themselves, a deficiency corrected in the last decade by the appearance of the excellent catalogues 
by Zimmermann (1956)—this covers the codex texts only—and Thompson (1962). Again, unlike 
later scholars, Maudslay published all of the writing on each object—be it stela, lintel, panel, or 
whatever—without making any arbitrary exclusion of what might be thought unimportant. In 
this, he was actually in advance of Morley, who, in his otherwise monumental The Inscriptions at 
Copan (1920) and The Inscriptions of Peten (1937-38), purposely left out most non-calendrical 
texts, since he could not understand them. 

“Full publication” thus means to us something different than it did to Morley, especially 
since Berlin, Proskouriakoff, and Kelley have shown that all parts of a text, along with the repre- 
sentations they accompany, are worthy of consideration together. Such publications must include 
the following: 1) a description of the whole object; 2) a clear, large-scale photograph of the whole 
object, taken in the best light possible, with the enlargement of details difficult to see at the usual 
scale; 3) an accurate drawing of the entire inscription; 4) an exposition of the whole text, with a 
Thompson Catalog identification of every legible glyph in the inscription, and 5) a commentary 
on the inscription in the light of present evidence. 

“Present evidence” refers, of course, to the entire store of hieroglyphic scholarship, but most 
particularly to the Berlin-Proskouriakoff interpretation that most hieroglyphic texts on the Classic 
Maya monuments are historical in nature. It seems unlikely that their general interpretation (so 
close to the work that Alfonso Caso has been doing on the pictorial codices of the Mixtec people 
in Oaxaca) will suffer major modification. The Classic monuments, instead of treating only ritual 
or astrological matters, record the stories of real rulers and dynasties, of queens and the births of 
heirs, and, above all, of conquests. ‘These remarkable findings have influenced not only our views 
of ancient Maya society (for instance, the idea of “priests” holding the power in basically theo- 
cratic governments now seems unlikely), but also the analysis of Maya art itself. ‘This 1s particu- 
larly true of iconographic studies of Maya monuments; here costume detail has been shown by 
Proskouriakoff to be extremely important in the identification of particular rulers, for these usually 
wore idiosyncratic headdresses along with other distinctive apparel and ornaments. 

We therefore present this number of Studies in Pre-Columbian Art and Archaeology as an 
exercise in Maya epigraphy and art history. It is our hope that, even if our commentary on each 
of the three reliefs at Dumbarton Oaks does not stand up to future criticism, we have at least 
published these pieces in a form useful to any student of Maya writing and art styles, no matter 
how different his theoretical bias may be from our own. 





ee 
+ Pp > "| 


‘ ad Hivtht. + 
uy, Cha te. 


* 


“ws 


ane 
Ta Po GE ACD. 
= —— } 


— © 


Mae. 4 RiGee ie 


4 i 


J 


: 
5 
a 
> 


“1 Ae 
ne 


j + 
“4% 


+ 


es 


PS 


Fig. 1 Dumbarton Oaks Relief Panel 1. 
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Dumbarton Oaks Relief Panel 1 


A small relief panel in the Dumbarton Oaks Collection (Fig. 1) is of limestone and 
measures 65 cm. by 63.5 cm. The sculpture has been sawn vertically in two pieces, and the 
smaller, righthand piece has a diagonal break near the upper corner. ‘The panel has been 
cut down from its original size by sawing on all four sides. There is red color on much of the 
surface. The stone is so eroded that it is difficult to interpret many of the details. 

This relief, which shows a figure standing within a stepped niche, surrounded by a long 
glyphic text, is closely comparable to several reliefs of like form from Piedras Negras, for ex- 
ample, Lintel 5 (Fig. 2); all are more likely to be panels (to be set upright in walls) rather 
than lintels because of their size and shape. The Dumbarton Oaks piece has no exact pro- 
venience, but, based on analysis of the text, it probably does not come from Piedras Negras 
itself, but from a nearby site along the Usumacinta River, a site which was under the domi- 
nation of Piedras Negras, such as El Cayo. There is, in fact, a panel of very similar design 
from El Cayo (Maler, Pl. 35). 

The figure stands frontally, with the head in profile and the feet apart in profile, heels 
toward each other. ‘The upper part of the body leans slightly so that the figure’s left shoulder 
is higher than the right. He carries a ceremonial spear in his right hand, and the handle of 
a flexible rectangular shield in his left; both objects are trimmed with feathers. Such spears 
and shields appear on a number of sculptures at Piedras Negras and at other sites in the 
Usumacinta area. Analogous views of curving shields are found at Yaxchilan (Lintel 45) 
and in a mural in Structure 1 at Bonampak (Proskouriakoff 1950, Fig. 32, d’, e’). 





Fig. 2. Drawing of Piedras Negras Lintel 5. 
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The figure wears an extremely large feather headdress, with solid rows of feathers 
topped by two sprays of plumes. The headdress overlaps the niche so that it touches the 
edge of the glyphs. The head of a long-beaked bird projects over the wearer’s brow. It is 
possible that the feathers of the headdress rise from the body of the bird, but the stone 
is so eroded that it is difficult to be sure. There is an unidentifiable object around the beak. 

The ear ornament has a disk and a long tubular bead with a tassel-like pendant as a 
weight at the back. The collar is composed of two rows of beads above a row of what are 
possibly flat pieces of shell sewn to a lining (Proskouriakoff 1950:59). The right wristlet is 
badly worn, but the left clearly shows its cufflike form, made of five rows of beads with a 
border row of beads at the top. There is a crisscross banding between the wrist and the 
elbow. The same banding appears as gaiters on the lower legs, above anklets with a row of 
pendants at the bottom. The feet are bare. 

The figure wears a short cape which comes over the shoulders in front and falls in 
realistic folds behind. There is an apron belt over the hips; it stands out from the body and 
is possibly decorated with feathers. Ornamenting the belt is a cartouche with a full-face 
death’s head; five pendants hang from the cartouche. All accessories on Maya sculpture 
seem to have iconographic significance, and the death’s head is probably a personal emblem, 
for “death” appears in the text in what is probably the principal name of this figure. 

He is wearing a wraparound skirt or kilt. One end, decorated with beads or shells, is 
visible. The skirt covers the left knee, and comes around so that it is somewhat shorter over 
the right knee. The apron that falls in the center is probably the other end of this skirt. 
It hangs to the ankles and seems to have had three rows of fringe. ‘The stone is now so 
eroded that it is impossible to say whether or not the apron had a design. 

The text of the relief is very long, containing 103 glyphs. About one half of them are 
damaged by erosion to a varying extent, 31 of them so badly that they cannot be read or 
reconstructed with certainty; most of these are in the lower right quadrant of the relief. 

The text opens with the Initial Series 9.10.16.8.14 7 Ix 17 Zip( A.D. 649), a non-round 
date which must be historical. Between the dav and the month signs is the so-called Lunar 
Series, giving the reigning “Lord of the Night” (here, while G3 is called for, glyph A6 
actually appears as ‘Thompson’s G2),* the age of the current moon, and the number of 
moons already completed. At A8 is X4a of the Lunar Series, which in this case is the same 
“Zip monster” infixed in the Introductory Glyph at Al-B]; this is likely the Maya version of 
the Xiuhcéatl, the Fire Serpent, and not a representation of Mars as some have believed. 

Immediately following the IS at A10 is the “upended frog” glyph, identifying the IS 
as an Initial Date, most probably the date of someone’s birth. From B10 to C2b is a series 
of glyphs which probably give the names and titles of the person born on that day. Very 
frequent in this and other nominal phrases on the panel is the “turtle carapace” glyph, also 
known in names at Piedras Negras (such as that of the Series 2 ruler at that center). Here 
it is particularly common in the combination 626a:“‘death”:126, which we believe to be 
the principal name of the figure with spear and shield. 


* Thompson, 1950. Fig. 34. 
? Proskouriakoff 1960. 





Fig. 3 Dumbarton Oaks Relief Panel 1. Detail of figure. 


A Distance Number at C3-D3 leads forward to the date 9.12.17.13.1 (A.D. 689), given 
by a Calendar Round date, 8 Imix 4 Pax, by which time the man would have been 40 years 
old. This date is the third tun anniversary of the accession of the Series 3 ruler of Piedras 
Negras, clearly implying that our personage was under the domination of the larger center. 
The glyphs at El and E2 are probably nominal, but they are not the same as the names 
of the Series 3 ruler known on Piedras Negras monuments. At Fl are the names of the 
principal personage, followed at F2a by the Piedras Negras Emblem Glyph and at F2b by 
an “at the third tun” phrase, referring to the above-mentioned anniversary. 

Another DN at Gla-H1]a is to be counted forward to the Long Count date 9.13.5.2.9 
(A.D. 697), given by the CR 11 Muluc 12 Zip. At H2, the combination of the ‘‘toothache” 
glyph followed by a “‘moon-sign” glyph (630-181) may be a substitute for the more usual 
Inaugural Glyph, indicating that this date marked the man’s accession to power. He would 
then have been in his forty-seventh year. 

Next, the DN at H4a-H5b leads to the LC position 9.15.1.6.3 (6 Akbal 11 Pax) (A.D. 
732), by which time the ruler would have been 83 years old; the interval of time between 
the IS and 9.15.1.6.3 is given by the LC number at J2a-I3b. Attention is called to the two 
glyphs at J3: these are somewhat eroded, but J3a may be the “upended frog’”’ or birth-date 
glyph, and J3b (“death-moon,” with a zero sign affixed below and what seems to be a 
“count forward” glyph above) is perhaps a sign indicating the death of the man shown on 
the relief. J3 may thus summarize his life span, the panel thereby recording a very long 
life. Certainly the figure with the shield and spear is a mature or even elderly person. 

The text subsequently becomes hard to follow because of increasing illegibility, but it 
must treat of the man’s successor to the office. The CR date at 14, 2 Manik 10 Pax, is not 
fixed by any DN to the preceding set of LC positions, but from the following DN’s and 
CR’s it can be established as 9.14.18.5.7 (A.D. 729). This CR is immediately followed by 
the “toothache” glyph and “moon-sign” combination which can probably be interpreted as 
an Inaugural Glyph. At I5 is what seems to be the name of the successor, which, although it 
contains the “turtle carapace” glyph, is different from that of the former ruler. We might 
conclude from this that the accession to power of the successor took place some three years 
before the old man’s death, probably because of the latter’s advancing senility. ‘The date of 
the demise, if such it is, of the former ruler is again referred to at I7-J7, the CR date 6 Akbal 
(with month suppressed), reached by the DN 3.0.16. The final date on the monument is 
approximately one year later, falling on the CR 7 Imix 4 Kayab, reached by another DN. 
The LC position of this last date, 9.15.2.7.1 (A.D. 733), may well represent the dedication 
day of the relief, although in the absence of any following glyphs its meaning remains 
uncertain. 

The Dumbarton Oaks panel, then, records events in the life of a man who ruled over 
a center in the Piedras Negras region, and of his successor. ‘The person commemorated on 
the panel was for much of his life the vassal of the Series 3 ruler of Piedras Negras, who 
reigned until at least 9.14.15.0.0 (A.D. 726). Perhaps this man was one of the batabs of the 
Piedras Negras ruler. 


Dumbarton Oaks Relief Panel 1 


Summary of Dates 


PTS BOs ore peseccaatueteesueeencaees 9.10.16. 8.14 7 Ix I7 Zip (Initial Date) 
8 DY: ee ne 4+ 2.1.4.7 (DN) 
5S Bites asec n cesotaca here oboe ateletedic oaiodents (9.12.17.13. 1) 8 Imix 4 Pax (CR) 


(3rd tun anniversary 
of Inaugural Date, 
Series 3 ruler, P.N.) 


CW a Dien does 2 ah nete ape ra pe nubd re gin whe -- Tides: ADIN} 

7G die rans s ee Bee eae eae iee (9.13. 5. 2.9) 11 Muluc 12 Zip (CR) 

FAA Dee on oh aie ahd hed Meee Aiea eds eee aha + 1.16. 3.14 (DN) 

WT De Le cece die ag cadena Giedideh cedete aoe a dialel (9.15. 1. 6. 3) 6 Akbal 11 Pax (CR) 
(date of death? ) 

NAN Desi fate N are gS ane ae dierge Meads Se Bie seed 4. 4.15.9 (=9.15.1.6.3.—9.10.16.8.14) 

VATA Depicts abana td ethos tbat ion pba kate (9.14.18. 5. 7) 2 Manik 10 Pax (CR) 

DVD 60 son gct se, Cen ong 25 Shieh Sched: a 3.0.16 (DN) 


(9.15. 1. 6. 3) 6 Akbal (11 Pax) (CR) 


PT oc pepcane reer teen celtea eine ein eens + 1,018 (DN) 
PW oes nn cate eeneenee as aenea ahs hbo (9.15. 2. 7. 1) 7 Imix 4 Kayab (CR) 


A1-B5, B9 


A6 
B6 
A7 
B7 
A8 
B8 
AY 
Al0 


B10 
All 
Bll 
Cla 
Clb 
Dla 
D1b 
C2a 
C2b 
D2a 
D2b 
C3-D3 
C4 
C5a-C5b 


Ela 

Elb 

Fla 

Flb 

E2a 

E2b 

F2a 

F2b 
Gla-Hla 
H1b 
G2a-G2b 


Dumbarton Oaks Relief Panel 1 


Glyphs 

Initial Series 9.10.16.8.14 
7 Ix 17 Zip 

G3 (Thompson’s G2) 

F 

7E, Lunar Series 

3C, Lunar Series 

X4a, Lunar Series 

B, Lunar Series 

10A, Lunar Series 

740:126.181 


illegible 

illegible 

x.1000 

626a:x 

158?:136.533 
1:535:u 

533:x 

743:x 

626a :‘““death-moon” :126 : 
630-181 :534 

ee Was a 

2.1.4.7 

“Forward to sunrise” 
8 Imix 4 Pax (CR) 


58:561?:745 

109:u:528:116 

626a:‘‘death” :126 ; 
illegible 

x: 86? :626a 
32:115.168:585c:131 

59: III:tun:x 

Tce 

Count forward to 

11 Muluc 12 Zip (CR) 


7432 :53?:x \ 


10 


Comment 


Initial Date 


“Lord of the Night” 
(Associated with G) 

Age of current moon=27 days 
3 moons completed 


Month is of 30 days 


“Upended frog” glyph, preceding 
IS is Initial Date 


Name? 


Name 


DN “Introductory Glyph’? 
Distance Number 


(9.12.17.13.1, 3rd tun anniversary 
of Piedras Negras Series 3 ruler’s 
accession ) 


Names? 


Name 


Piedras Negras Emblem Glyph 
“At the third tun” 
Distance Number 


(9.13.5.2.9) 


H2a 


H2b 
G3a 
G3b 
H3a 
H3b 
H4a-H5b 
Ila 
Ilb-Jla 
J1b 

[2a 

I2b 
J2a-I3b 


J3a 
J3b 
14a-I4b 
J4a 


J4b 
I5a 
I5b 
J5a 
J5b 
6a 
16b 
J6a 
Job 
17a-I7b 
J7a 
J7b 

I8a 
I8b 
J8-19 
J9 

110 
J10 
I11-J1] 


Kl 
K2 
K3 
K4-K6 


684a “Toothache” glyph; preceding CR 
an Inaugural Date? 

59:630-181 :x Linked with 684a; see J4 

109:245?:528:116 

626a:“death” :126? ; nan 

1:526?:126 

x:x:626a 

1.16.3.14 Distance Number 


Count forward to 
6 Akbal 11 Pax (CR) 
“Death-moon”’: 173 


(9.15.1.6.3) 
Ritual? Death of —? 


109:x:528:11]1 

ante : Nemes rae?) 

4415.9 Interval between 9.10.16.8.14 
and 9.15.1.6.3 

740? :x 


< Possiblv mean “birth to death” 
Forward to ‘“death-moon ? if ; 


2 Manik 10 Pax (CR) (9.14.18.5.7) 


684a “Toothache” glyph; preceding CR 
an Inaugural Date? 


a a 


59:630-181:x Linked with 684a; see H2 
scones \ Probably name 

illegible 

19?:x:13] 

1.526? :x:626a Name or title? 
x.168:x:131? Piedras Negras Emblem Glyph? 
illegible 

626a:x:126 Name? 

3.0.16 Distance Number 

Count forward to? 

6 Akbal (11 Pax) (CR) (9.15.1.6.3), see I1b-Jla 
illegible 

626a:“death”” 126 ; sane 

1.0.18 Distance Number 
illegible 

illegible 

illegible 

7 Imix 4 Kayab (CR) (ONS 2.7 As) 

61.756 K1-K6, names and titles of a woman? 
1000.501:x 

744a?.130 

illegible 


1] 
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Drawing of glyphs on Relief Panel 1. 
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Drawing of glyphs on Relief Panel 1. 
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4 Drawing of glyphs on Relief Panel 1. 


Note for the digital edition 
Pages 11 through 16 were a foldout in the print edition. Page 14 was originally blank— 
the combined image of figure 4 has been added here as a convenience to the reader. 


< FOLD OUT FOR FIG. 4 


Dumbarton Oaks Relief Panel 2 


This limestone relief panel measures 1.67 by 1 meter (Fig. 6). It has been broken, 
probably recently, into three almost equal horizontally cut pieces. The profiles have been 
deliberately mutilated, perhaps in ancient times. The sculpture almost certainly originates in 
Palenque, as is indicated both by the style and the content of the glyphic texts. In style, it 
is closest to the stuccoed piers of the Palace and to the upper relief of the Palenque Sarcoph- 
agus (Ruz Lhuillier 1954, Fig. 8), and it must be nearly coeval in execution with these. 
Unfortunately, these Palenque sculptures are not well dated by inscriptions. 

On the Dumbarton Oaks panel, a central figure stands holding objects in each hand. 
This figure is flanked on each side by a seated 
figure. ‘There were probably two narrower 
panels, one on each side, as is the case, for 
instance, in the Tablet of the Slaves (Ruz 
Lhuillier 1952 b, Fig. 12). The backs of the 
two seated figures are incomplete on the 
Dumbarton Oaks panel. Further evidence 
for the incompleteness of the existing panel 
is the fact that the axe held in the left hand 
of the central figure appears to be hafted be- 
tween the bodies of two serpents. The figure 
grips the tail of one serpent and the body of 
the other. The adjacent panel probably de- 
picted the other tail and the other head, part 
of which is visible on this panel. Further- 
more, internal evidence indicates that the 
text must have begun on the lefthand panel 
and concluded on the righthand panel. 

The central personage is closely com- 
parable to the stucco dancing figure on Pier 
d of House D in the Palace at Palenque 
(Fig. 5), who also holds a serpent in one 
hand. Despite the different media, similar- 
ities in the stance, the treatment of the body, 
and the portrayal of the face indicate that 
these sculptures may be by the same hand. 

Fig. 5 Pier d, House D, the Palace, The hair of the central figure on the 

Pate eens cea auCs ay) Dumbarton Oaks panel is tied back and put 
in a headdress decorated with a “crossed bands” glyph and maize symbols. In his right 
hand, the figure carries a snake and a bag inscribed with 6 Akbal, and, in his left hand, an 
axe (which is an extended Cauac glyph), hafted in a double serpent. He has an unusual ear 
ornament, possibly a shell, with a tassel. He wears a single-strand bead necklace, and a pec- 
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Dumbarton Oaks Relief Panel 2. 


Ly 


toral with a mosaic texture. The figure wears a loincloth, the under end of which comes to 
mid-calf, the outer apron end falling to the ankles after having been run through two beads 
—or possibly tied in a double knot—at the knees. Over the loincloth is placed a belt of the 
same mosaic texture as the pectoral, with a boss on each hip. The wristlets, also of mosaic 
or beads, are unusually elaborate. The anklets, which are like the wristlets of the seated 
figures, are identical with a number of such ornaments found on sculpture at Palenque. 
They are probably made of shell. The figures on the Dumbarton Oaks panel are all bare- 
foot, as are a number of Palenque figures. 

In subject matter, the relief should be compared to several other Palenque reliefs with 
a male figure flanked on either side by a male and a female person—e.g., the ‘Tablet of the 
Palace (Ruz Lhuillier 1952 a, Fig. 8) .* That the lefthand seated figure is a woman is proved 
by the female glyphs in the passage above her (Proskouriakoff 1961), by the long bolt of 
hair hanging down her back, as well as by the jade collar which is comparable to those worn 
by female figures on the Sarcophagus in the ‘Temple of the Inscriptions at Palenque (Ruz 
Lhuillier 1958, pp. 104-5). This collar is decorated with heads set in circles of beads. ‘The 
woman wears a skirt with a border design, over which is placed a belt of beads. Her ear 
ornament is of a type frequently found at Palenque. 

The figure on the right wears a short skirt with a decorated border, and a bead neck- 
lace which terminates in a tassel in the back. This figure also wears a pectoral of tubular 
beads, perhaps inserted in wood. The pectoral is shown frontally, as are other bead pectorals 
at Palenque (e.g., that on the figure on the upper relief of the Sarcophagus.) Although 
pectorals with faces are shown in profile where necessary, beaded objects cannot be shown 
effectively in perspective. The ear pendant of the righthand figure is closely comparable to 
that of the Pier d dancing figure. The latter is a different person, however, for he has a 
different headdress. As headdresses and ear ornaments have proved to be so useful in the 
identification of persons and gods, it is unfortunate that those of the major figure on the 
Dumbarton Oaks relief do not seem to match any other Palenque monuments, nor do the 
pairings of the headdresses and ear ornaments of the two minor figures. 

Both seated figures hold “‘manikins” representing God K (“Bolon Dzacab”). Similar 
manikins are found on the panels in the Temple of the Sun and the Temple of the Foliated 
Cross. On the headdresses of the seated figures on the Dumbarton Oaks panel, maize 
sprouts from God K-like heads. At the top of the headdress of the lefthand figure appears 
the glyph 44:563, with the coefficient of 6. The righthand figure has another glyph, possibly 
Muluc, also with the coefficient of 6. The headdress representations of God K differ from 
each other in details of the nose and the ornaments. 

The text on the Dumbarton Oaks panel, consisting of 37 glyphs, is very well pre- 
served, the only real doubt in the reading coming in those cases where the glyphs cannot be 
found in the Thompson Catalog. This does not mean, however, that all of the inscription 
can be understood. There are only two dates well fixed in the Long Count: 9.11.0.0.0. (A.D. 
652), a katun ending celebrated elsewhere at Palenque (Palace Tablet, E17-F17), reached 
by a negative Distance Number, and 9.11.4.7.0 6 Ahau 8 Cumku (A.D. 657), the base 
from which the DN is subtracted. Neither of these dates seems to be contemporary with the 
relief, which is in a style that may be as much as four katuns later. A Calendar Round date, 
9 Manik 5 Muan, is found at J-K. It is unconnected by any DN to the previous dates, so 


3 There is a carved onyx marble vase in the Dumbarton Oaks Collection, on which an incised seated male 
figure is flanked by a female and a male figure. This vase may also come from Palenque. (Handbook, no. 49) 
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Dumbarton Oaks Relief Panel 2. Detail of right- 
hand figure, showing technique of manufacture 
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Fig. 7 


that its LC position is uncertain; it may be at the next possible LC position after 9.11.4.7.0, 
which is 9.11.18.7.7 (A.D. 670). There do not secm to be any other references to 9.11.4.7.0 
or the CR date 9 Manik 5 Muan in the Palenque inscriptions. 

‘There arc, however, a large number of glyphs which identify this relief with Palenque. 
Foremost is Palenque Emblem Glyph la (Berlin 1958), found at D2, I, and U. At D2 and 
U, it is preceded by the “propeller” glyph, 624a, a combination often found in Palenque 
inscriptions; the modification of this at ‘T-U is also to be found at C12 on the Palace Tablet, 
as well as on the south side of the Palenque Sarcophagus. ‘The phrase at G-H on the Dum- 
barton Oaks relief occurs at O9-P9 on the Palace ‘Vablet.* Other typical Palenque glyphs are 
A5, the “flattened fish” prefix of D1 and D4, the prefix of D5, the personified Cauac head 
at C4, the 793a glyph at IF’, which is the main sign of Palenque E.G2 (and here probably a 
personal namc), and the style of the coefficient at K. 

The glyph at E, with a coefficient of 3 in front of a Caban sign with “axe” prefix, occurs 
also on the Palace ‘Tablet, at D8 and L13. Yet most interesting is the appearance of this 
glyph in Madrid Codex 89c, a 5 x 52 table, where the nghthand side shows the 190.526 
glyph, followed by that of the Maize God, and, below it, the Maize God with an axe chop- 
ping (?) a tree. The lord in the center of the Dumbarton Oaks panel thus may be con- 
nected in some way with the Maize God, performing an “Axe Ceremony” on an appropriate 
day. 9 Manik, which is to the right at J, is one of the appropriate days given in the Madrid 
Codex for the rite, but this may be coincidental. 

The subject matter of the text from Al through M—in addition to the dates, there are 
obviously personal and lineage names closely connected with Palenque—probably also in- 
cludes the names of one or more gods (e.g., at Cl and M?), and of rites (C3, which has an 
action-verb postfix, and EF’). The four glyphs above each of the seated figures are definitely 
names and/or titles. ‘The female glyph is prefixed to N and QO above the figure on the left; 
the Ahau as main sign in O may indicate that she is queen, wife to the principal personage. 
The so-called “hel” glyph in Q probably here has lineage or titular, rather than calendrical, 
significance. ‘The man on the right has at the end of his personal phrase the modified 624 
group followed by the Palenque EG. 

Undoubtedly some of the mystery surrounding this inscription would be cleared up if 
we had the missing sections on either side. Nevertheless, it seems clear that the scene deals 
with a ceremony that took place 80 years or more before its carving. ‘The central figure is 
probably a former lord of Palenque who lived and reigned in the 11th katun of the 9th 
baktun. The woman may have been his wife. But who is the figure on the nght? His son 
and successor? ‘The artist himself lived at a much later time. He must have been a contem- 
porary of the sculptor who created the Sarcophagus in the Temple of the Inscriptions and 
the Pier d sculpture of the Palace; he may even have been the same artist. If the Palace piers 
were better preserved, the ruler shown on the Dumbarton Oaks panel might well be identi- 
fied in those stucco reliefs. Certainly, the fact that the Dumbarton Oaks panel deals with 
an event which took place in the past is in line with recent findings by Berlin (1965) that 
many (possibly most) of the Palenque inscriptions cover not contemporary, but past his- 
torical and mythological events. Someday it should be possible to relate the Dumbarton 
Oaks panel to the long texts of the Temples of the Inscriptions, Cross, Foliated Cross, and 
Sun, and with the Palace ‘Tablet and the stuccoes. 


4 Berlin (1965:337-8) cautions that 684b is probably not to be read as the Inaugural Date glyph in this 
case, where it has the kan cross prefix. 
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Dumbarton Oaks Relief Panel 2 


Glyphs 


4.7.0 

12 Ahau 8 Ceh, with 
Anterior Date Indicator 

Seating of haab 

Count forward to 

6 Ahau 8 Cumku (CR) 

u.221:u:515b.48 

89.539:82 

IIL.1X:741? 

204.526:126? 

74.184.624a:178 


36.168:1045 
u:669b.181 
115.765a 
89.531-var:24 
204.u.1016:82 
60.u 
232.573a.19:88 
ITI.190:526 
793a 
1010b.184 
281 :23.684b 


36.168:1045 

9 Manik 5 Muan (CR) 
576:207.1030b?:u.1 36:59 
IIT.1X:741? 

1000.1X 

533:102.u 

u:130.82:52] 
1000.168:573a:40? 
122.u:u:u 


741? 
184:624a-var.624b-var:178 


36.168:1045 


2) 


Comment 


Distance Number 
(9.11.0.0.0) 


(9.11.4.7.0) 
Variant of “capture” glyph? 


Name? See M 
Common preceding names 
Probably name; cf. Palenque TT, 


where associated with Palenque EG la 
Palenque EG la 
Verb 


Inverted 232 common at Palenque 
Cf. Madrid 89c 
Main sign of Palenque EG 2 


“Toothache” glyph preceded by kan 
cross may be name; cf. Topic 7 
on TC (S15) 

Palenque EG la 

(9.9.5.12.7 or 9.11.18.7.7? ) 


N-O are female names and titles 


R-U are male names and titles; the 
main sign of this glyph may be 
an Akbal variant 

Main sign of Cl, M 

See C2; cf. Palenque Sarcophagus, 
south side, same group preceding 
Palenque EG la 

Palenque Emblem Glyph la 





Fig. 8 Drawing of glyphs on Relief Panel 2. 






Drawing of glyphs on Relief Panel 2. 
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Fig. & Drawing of glyphs on Relief Panel 2. 


Note for the digital edition 
Pages 21 through 26 were a foldout in the print edition. Page 24 was originally blank— 
the combined image of figure 8 has been added here as a convenience to the reader. 
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Kund-Lacanhd Lintel 1. 


Fig. 9 


Kunda-Lacanha Lintel 1 


The extensive ruins located just below or at the junction of the Rio Cedro and the Rio 
Lacanha, in the Lacandon country of Chiapas, were first mentioned by Maler (1901-3), 
although he knew them only from report; on his map they appear as the ruins of Lacanha. 
As shown in Ruppert et al. (1955), the actual discovery of the site was made by the ad- 
venturers Bourne and Frey in the 1940’s. In April 1946, Lacanha was revisited, this time 
by Healey and Pavon. They described several stelac and a building with round columns. 
Healey applied the name “Catherwood” to what seems to be part of the same site lying a 
few hundred meters to the north. To Lacanha, Margain has also given the name “Na Balum 
Uinic.” Since Lintel 1 (Fig. 9), which is definitely from the same ruins, has been ascribed 
to “Kuna” by its discoverer, Wolfgang Cordan (1959), and since ‘Vhompson (1962) refers 
to it in the same way, it would be best to consider the entire site as “Kuna-Lacanha.”’ 

Cordan was at Kuna-Lacanha in 1955 and 1956, carrying out some rudimentary ex- 
cavations (Cordan 1959: 208-12). In 1955 he cleared the court which lies on the fifth arti- 
ficial terrace above the river (on one side of this court is the building with round columns 
mentioned above), probably searching for tombs. The following year he dug into a small 
temple and a pyramid in the same court in a manner worthy of Belzoni himself. ‘Towards 
the end of that “season”, he turned his attention to another part of the site lying above 
swamps created by the Rio Cedro. He describes finding there a temple with a “stucco 
relief of the feathered serpent.”’ Near this temple was situated a group of mounds built up 
like islands over the bogs. On one of these “‘islands” was a square, walled terrace, and on this 
another building with round columns. Among the fallen building blocks scattered about 
the surface, a companion of Cordan’s, Robert Bruce, found Lintel 1. 

Cordan sent photographs of the inscription to both Heinrich Berlin and Eric ‘Thomp- 
son, who gave him readings of the inscribed dates. It is apparently on the basis of these 
photographs that ‘Thompson refers to “Lintel 1, Kuna” in his Catalog. The letter designa- 
tion that he gives to the glyph columns is slightly different from that followed in this report. 

The lintel measures 70 cm. by 1.67 meters. It had been broken into eight pieces, most 
of which are small pieces at the sides. There is considerable erosion of the limestone at the 
lower edge. 

As an example of Classic Maya sculpture, Lintel 1 has few rivals. It 1s composed and 
executed with great skill and artistry. A male figure, facing the viewer’s left, is seated on a 
fantastic throne, which seems to be a God K head with elaborate scrolls. ‘The man’s right leg 
is pulled up on the throne with the toes touching the inner part of the left knee. He is hold- 
ing a ceremonial bar with bearded God K heads at cither end, the two heads being on 
different scales to adjust to the overall composition. The main figure has a moustache and 
a small goatee, unusual features among the Classic Maya. There is a strange knotlike 
design, possibly scarification, on the nose. Another peculiar feature 1s a narrow element 
parallel to the brow, which is probably a decorative cicatrix, well known on Classic Maya 


2] 


figurines of Jaina style. The carving of the eye, an incised almond shape with a drilling for 
the pupil, is similar to that of Stela 1 at Bonampak (Ruppert et al., Fig. 19). 

The hair is tied back and dressed in separate hanks with beads, or symbols for jade, on 
them (there is some similarity to the treatment of the hair on Stela 1 at Bonampak). At 
the back of the head is an object which seems to be part of the headdress, and is possibly 
a grotesque serpent head; three long feathers come down from it in front of the God K 
head on the ceremonial bar. An object like a jade ear tube, projecting in the front of the 
figure’s head, may be the counterweight for the headdress; it probably goes through the hair 
and is attached to the headdress at the other end. 

The jade ear ornament is of typical Classic Maya form, composed of a bead, tube, 
flare, and a flowerlike pendant of beads. It has resemblances to other ear ornaments from 
Yaxchilan and Bonampak. ‘The figure wears a necklace of a single strand of large beads. 
Wristlets and anklets are cufflike, made of rectangular elements probably cut from shell, 
with a narrow border indicated at the top and bottom, and a row of spaced beads at the 
top. There is a short, kiltlike skirt, and a belt of rectangular elements that appear to be of 
stone or shell with a border of smaller square elements below. ‘The end of the plain apron 
drapes over the throne. The apron appears to be separate, not part of the kilt. The figure is 
barefoot. 

Although the relief itself shows some stylistic resemblance to the sculpture of nearby 
Bonampak and Yaxchilan, the glyphs seem to be sui generis in style. ‘The inscription 1s in 
quite good condition, and contains 43 glyphs in the principal text, and 10 in the small 
raised panel to the left of the man’s head, the latter group being incised and much smaller 
than the main text. The main inscription opens with the Initial Series Hotun Ending 
9.15.15.0.0 9 Ahau 18 Xul (A.D. 746). The use of the “sky” glyph (561) in place of the 
baktun sign seems to be unique; it should be noted that the Variable Element infixed in 
the Introductory Glyph is also “sky,” the only sure example, other than Stela 39 at Piedras 
Negras, of the patron-deity glyph associated with the month Xul. However, the VE on the 
Dumbarton Oaks sculpture is one usually connected with the preceding month, Zec, and 
thus is nothing like the one on Stela 39. ‘There is no Lunar Series on Lintel 1. 

At K1-L] appears the Distance Number 3.0.17, to be counted back from the IS to reach 
the Calendar Round date 4 Akbal 16 Xul, corresponding to 9.15.11.17.3 (A.D. 743), a non- 
round date which probably was historical. ‘The lintel then, may have been dedicated on the 
Hotun Ending 9.15.15.0.0 (A.D. 746), but it celebrates an event which took place just over 
three years earlier. 

Approximately the same set of non-calendrical glyphs occur twice in the inscription, 
once after the IS Hotun Ending, and again after the earlier CR date. ‘The phase extending 
from D1] through C3 is repeated exactly at L4 through K6; the bat head at L6 also follows 
the first series at C5 (after an interval of three glyphs). The “moon-sign’”” compound (630- 
181) follows 93.669b:74 at D3 and I, and precedes this phrase at K4 (where it has the 
locative ti prefix). The jaguar head in C4 occurs again at F. The “‘pseudo-numeral” prefix 
is often used, probably standing for the male prefix ah. All indications are that both series 
give the names and titles of a single personage, who may or may not be the individual 
shown on the relief. 

Is the glyph repeated at D2, G, and L5 the Piedras Negras Emblem Glyph? ‘The super- 
fix is not the usual “ben-ich” (168), but affix 23. ‘There is nothing else like an EG in the rest 
of the inscription. 
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Fig. 10 Kund-Lacanhd Lintel 1. Detail showing head and small glyph panel. 


The vertical row of glyphs, J1-J5, is, like the horizontal row E-I, well set apart from 
the rest of the text. Glyphs J2, J3, and J4 contain the sign for female, 1000, and must rep- 
resent the names and/or titles of a woman, perhaps the wife of the person mentioned twice 
in the text. J4 has the “moon-sign” also found in the man’s nominal phrase. The glyph at 
J1 is also known on page 23c of the Dresden Codex, where it appears above the young Moon 
Goddess holding two female children. 

This brings us to the raised block of incised glyphs just to the left of the person’s head 
(Fig. 11). The beautifully drawn text is, in modern terms, in a type face different from 
that of the main text. The style suggests that we are dealing with actual calligraphy, where 
a painted text was incised into the stone. This text opens with the CR date 13 Men 18 
Yaxkin. Since this CR is unconnected by a DN with the two fixed dates in the main text, it 
could have one of several Long Count positions, such as 9.11.12.16.15 (A.D. 665), 9.14.5. 
11.15 (A.D. 717), or 9.16.18.6.15 (A.D. 769), the last-named being unlikely if the Hotun 
Finding represents the date of carving. Immediately following the CR is the “upended frog”’ 
glyph, indicating that this is an Initial Date, presumably that on which the person subse- 
quently named was born. The nominal phrase apparently opens with NZ, but neither this 
nor any subsequent glyphs can be interpreted at present. One can only say that all of these 


th 


I 





Fig. 11 Drawing of small glyph panel 
on Kund-Lacanhd Lintel 1. 


are different from the supposed nominal glyphs in the main part of the text, and thus seem 
to refer to a different person. 

There are, therefore, two distinct possibilities as to which set of nominal glyphs belong 
to the person shown on the relief: that of the main text, or that of the small, raised panel. 
At the present state of our knowledge, this problem cannot be resolved. 

A few words should be said about outside relationships indicated by the text of Lintel 
1. The “moon-sign” combination, perhaps the name of a lineage, is also common in nomi- 
nal phrases of the Yaxchilan monuments, appearing in the names of both men and women. 
Probably the most prominent person with “moon-sign” in his name is the moustached 
battle-ccompanion of the Yaxchilan king now known as Bird-Jaguar III (Proskouriakoft 
1964:198), who acceded to the throne in 9.16.1.0.0 (A.D. 752). Moustaches are a rare trait 
in the Maya area, and it is not impossible that the personage on Lintel | (if his name is in 
the main text) was this same man, and therefore the ally or subordinate of the Yaxchilan 
ruler with whom he may have been contemporary. However, all of this is mere speculation 
which should not be pushed too far until further evidence is available. 
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Al-A6 


MI-N] 


M2 
N2 
M3 
N3 
M4 
N4 
M5 
N5 


Kuna-Lacanha Lintel 1 


Glyphs 


Initial Series, 9.15.15.0.0. 
9 Ahau 18 Xul 

158?.88.528:116 

232?.528.116:713:131 

12.59:u 

188.520-in-“‘death”’ 

38.23:585 

93.669b:74 

1:630-181 

60:75la 

168:745.x 


756 

12.79:u 
232?.u:501 
1.126:712?223? 
38.x:762 

75la 

38.23:585 
93.669b:74 
630-181:178 
125.584:670 
32?:568.1000 
1000:x.145:524 
1000.630-181 
2327.57 3:12 
3.0.17 

Count back to 
4 Akbal 16 Xul (CR) 
644b:88.534:u 
59.630-181 :x 


12.59:u 

188 520-in-““death”’ 
38.23:585 
93.669b:74 

12.756 


Comment 


Initial Series, Hotun Ending 


Completion of haab 

Same as L4 

Same as K5 

Piedras Negras EG-semblant 

Same as H, K6 

Name — 

Name, “Knot-Jaguar”’ 

Cf. Yaxchilan L.35 for C4-D4 
combination 

“Bat” (name); see L6 


“Jaguar” (name) 

Piedras Negras EG-semblant 

See C3, K6 

See D3 (name) 

Cf. Dr.23c, woman with children 
J2-J4, female names or titles 

Cf. Yaxchilan L.43 

Cf. Yaxchilan L.14, F3, and St.7 
DN “Introducing Glyph’? 
Distance Number 


(9.15.11.17.3) 

Rite? 

See D3, I, J4; here the “moon-sign” 
combination may refer to a place 

See D1] 

See C2 

Piedras Negras EG-semblant 

Same as C3, H 

“Bat” (name), see C5 





13 Men 18 Yaxkin (CR), 
Initial Date 

740.181 

1006a?.23 

1030c 

19.565a:88 

740?.210 

IIT.u.23 

XIX.X 


95.130:u:140 


(9.11.12.16.15, 9.14.5.11.15, or 
9.16.18.6.15?) 
“Upended frog” glyph, probably birth 


Cf. Yaxchilan L.42 


Nr 





Fig. 12 Drawing of glyphs on Kund-Lacanhd Lintel 1. 
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Fig. 12 Drawing of glyphs on Kund-Lacanhd Lintel 1. 
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Fig. 12. Drawing of glyphs on Kund-Lacanhd Lintel 1. 


Note for the digital edition 
Pages 31 through 36 were a foldout in the print edition. Page 34 was originally blank— 
the combined image of figure 12 has been added here as a convenience to the reader. 
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